In the past two decades we have observed the rise of a far-reaching transnational movement, deeply critical of globalization and capitalism. In this context, "culture jamming" is a practice that aims to challenge the multinational companies by attacking their symbolic power. The key point of jammers' activity is their original way of fighting: they manipulate corporations' semiotic artifacts, such as logos, pay-offs, advertising campaigns, and merchandising. We refer to this activity also with the term svbvertising or adbusting. The article describes selected examples of this phenomenon, arguing that it can be more effectively understood if we consider the rhetoric trope of irony: this is die basic and prevalent feature in all different counterfeits produced by the practice of culture jamming. The paper reviews the features of irony as described in the literature: antiphrastic nature, cognitive role, mention, role of the context, narrative structure, metalinguistic nature and political role. Moreover, the analysis of two recent examples of counterfeiting provides heuristic force to a dialogue between ancient rhetoric and modem cognitive science. A cognitive semiotic approach can interpret the rhetoric tradition of irony, while attempting to give a strong insight into the phenomenon of culture jamming. The analysis reveals how the blending model can be an adequate tool to model the inferential processes that occur while making sense of the irony deployed by "jammers" in semiotic artifacts. One of the main ideas that connect these protesters is opposition to the unregulated political power of large multinational corporations. In fact the movement is often defined as an anti-corporate globalization movement (Cf. Juris 2008). While the battle against political decision makers is often the focus of the actual unrest which takes place on the streets of the cities where the summits are hosted, the challenge to corporations is essentially symbolic. It is a struggle with their image: their brand, their advertising campaigns, and the lifestyle they portray. The conflict with corporations is therefore a symbolic war. Within this war scenario, a crucial role is played by so-called "culture jamming".
meetings such as the World Social Forum (WSF), held for the first time in 2001 and promoted by the slogan: "Another World Is Possible."
One of the main ideas that connect these protesters is opposition to the unregulated political power of large multinational corporations. In fact the movement is often defined as an anti-corporate globalization movement (Cf. Juris 2008) . While the battle against political decision makers is often the focus of the actual unrest which takes place on the streets of the cities where the summits are hosted, the challenge to corporations is essentially symbolic. It is a struggle with their image: their brand, their advertising campaigns, and the lifestyle they portray. The conflict with corporations is therefore a symbolic war. Within this war scenario, a crucial role is played by so-called "culture jamming".
According to Kalle Lasn (Cf. Lasn 2000) , the guru of culture jamming, most people have never heard of this term. Despite this, he claims that the movement is not new. It springs from a revolutionary continuum that includes punk rebels, hippies, situationists, surrealists, dadaists, anarchists and all those who, over the centuries, fought against the mentality of their era in an original manner: this is the genealogy of those who fight against mainstream culture. The social phenomenon of culture jamming is heterogeneous and includes social marketing, boycotting, events, the production of texts and so on. The protagonists of such activism range from artists, militants, ecologiste, rebels, philosophers, economists or clowns.
The key point of jammers' activity is their original way of fighting, which combines the actions of all these different groups: they manipulate corporations' semiotic artifacts, such as logos, pay-offs, advertising campaigns, and merchandising. The aim is to make these artifacts acquire a different meaning from the one originally intended, often even the opposite of what they meant to convey, so as to reveal their "sick" message while stating a different "clean" cultural idea. The jammers' first target is consumerism and its most obvious means, namely advertising: by attacking the ad campaigns of large corporations, they aim at the heart of a brand's symbolic production. This activity, which at the same time is both art and politics, has given the movement visibility. It is usually defined by the jammers as subvertising (a combination of "subvert" and "advertising"), or adbusting (a juxtaposition of "ad" and "busting"). Ad counterfeiting is a central point of this symbolic challenge aimed at the corporations; it is a sort of wedge that subverts the symbolic order proposed by the brands and sustained by million-dollar-ad campaigns.
It is clear that for semiotics the counterfeited products made by this movement are very interesting. By modifying the expression of a sign or text, a new meaning and different content are produced. The jammers act on the core of semiotics, namely the relationship between expression and content Umberto Eco explains this relationship as follows:
It should be noted that for Eco the notion of sign has no constraints of size: a book, a play or an ad can all be considered signs. According to the development of semiotics, the notion of text can be used to discuss complex "textures" of signs such as books, movies, or ads. The meaning of the text, the relationships that the reader establishes between expression and content becomes provisional, transitory. This does not mean that it is unstable or random, it is in fact strongly ruled by cultural codes which drive interpretation. But such a relationship can be destabilized, and this is the field in which culture jammers intervene: by changing some of the elements of the expression, they trigger different content, they destabilize the semiotic function and establish a new one, coherent with the ideas of the protest movement It is interesting to consider now the cultural background of culture jamming. Three concepts need to be briefly examined: détournement; productive consumption, and semiotic guerrilla. The concept of détournement is one of the key points of the movement called Situationist International (SI) (Debord 1969) . In the 15 years between its formation in 1957 and its dissolution in 1972, the Situationist International was characterized by a surrealist Marxist perspective regarding aesthetics and politics. The core topics of this movement were attacks on the capitalist degradation of people's lives, and on the fake standards advertised by the mass media. Such issues about the media society as a mask of a degrading reality have been elaborated by many Situationist artists, producing détournement of advertising showing crude reality, instead of false perfection. The French word détournement means deflection, diversion, rerouting, distortion, misuse, misappropriation, hijacking, or otherwise steering something away from its normal course or purpose. The practice of détournement is an artist's re-use of slogans or images from advertising campaigns in the process of creating a new work carrying a different message, often with the opposite meaning of the original one. It is a satirical parody that uses or imitates the original symbolic material to reveal the original author's responsibility in creating the unhealthy models of a capitalist society. Thus situationists wanted to detour logos, posters, or styles of major brands to deviate the inferences of the readers towards new spaces of meaning. Culture jamming is clearly the modern evolution of such a movement
The idea of productive consumption drawn up by Michel de Certau (1984) considers the reception of a text as a productive moment, as a poiesis. Following this view, "consumption" of the media's products is a sort of second-level production, suspended between interpretation and use of text The disparity between the interpretation legitimized by the utterer of the text and its actual usage by its "consumer" becomes a privileged space for the production of a new, different meaning. This "productive reception" can also be systematically antithetic to the utterer of the message, producing a real form of indiscipline. Following this view, it would be possible to consider the jammers' media manipulation as a form of productive consumption. Not only can the text be interpreted or used in an unprejudiced manner, it can also be modified, resulting in new interpretations and manipulations. The process of culture jamming could therefore represent a sort of advanced form of a more general practice in ordinary life, namely the incidental appropriation of the forms of mainstream culture that cross into the enemy's territory.
The third crucial concept to be presented in order to understand the cultural background of this movement comes from semiotics. Umberto Eco proposed the idea of a "semiotic guerilla", criticizing the notion of a unidirectional flow of information in a society increasingly exposed to mass communication. He claims that this flow can be interrupted or deviated by someone positioned between the utterer and the addressee. This person has the power to change the meaning of the text, offering a new interpretation or a critique of the message. Thus, the semiotic guerilla is a resistive tactic, employed by subordinate groups in constructing counter-hegemonic meanings for media texts. According to Eco "an educational organization, that would be able to convince a certain audience to discuss the message they are receiving, could reverse the meaning of that message, or show that the message can be interpreted in different ways". (Eco 1973: 297 1 ). Hence Eco's provocative message: "Everywhere in the world, the front seat before a TV set should be occupied (and naturally the group leader's seat in front of every movie screen, every transistor, every newspaper page" (Eco 1973: 297) . We can easily extend this list to every corporation's advertising campaign or brand management activities. Culture jamming adds something more: this dialectic intervention is embodied in a poster through a counterfaction. The passive reader is led towards a new meaning, not by a person interpreting the text, but by the mark that this person has left on it
Handbook of adbusting
As already argued, the war against corporations is mainly symbolic. The goal is to discredit them in the eyes of potential consumers so as to destabilize their position in the market and generate financial damage. The previous section provides a theoretical description of this article's general theme, namely culture jamming. In this section I will briefly examine some of the jammers' actual works of falsification, in order to outline the article's main theses and to provide a wide range of examples, essential for a better understanding of the phenomenon. The review of works is not intended as a simple listing of counterfeits; instead, this review aims at presenting a tentative typology of different counterfeiting methods. The result will illustrate the range of strategies that can be deployed in these editorial interventions.
The presentation of such a typology, that is by no means exhaustive, has one main goal, namley to propose a definition of the aspects shared by all the heterogeneous examples. In fact, by looking at the various cases presented, we will see that a consistent and coherent effect of all these texts is the spoof ad spectator's smile. That is to say that there is a link across all examples, notwithstanding the heterogeneous panorama: it is the use of irony as a rhetorical device. This is the main thesis argued in this article: the rhetorical trope of irony is the basic and prevalent feature of culture jamming as a political movement This section illustrates the phenomenon of culture jamming, of which two specific cases will be analyzed thoroughly in the last section, after a definition of the trope of irony in the third section.
The typology of counterfeits starts from an attack on brands. Nowadays brands have become an increasingly important component of our culture and economy, the symbolic heart of corporations. One crucial aspect of a company's commercial brand is the logo, a graphic element displaying the brand's visual identity, together with the unique typeface of the brand name. The logo is a visual presentation, conveying all of the brand's core values. One of the ways of performing an attack in this symbolic war is to hit the logo. The jammers often perform a rebrand -a brand update revealing the "real or sick" identity of a corporation. Rebranding is one of the basic techniques of culture jamming. An interesting example is the adbusted Shell logo. In this case, the visual part of the logo is an icon of the brand's name, a stylized pecten shell, integrated with the name. The name, according to the corporate "mythology" is related to the founder's initial business activity, as a small-time trader of shells, but it has nothing to do with Shell's current activities as one of the biggest oil companies. The counterfeit operates on the name, turning it into "hell", by suppressing the "s" 2 . This gives renewed relevance to the brand's previously quite insignificant red and yellow colors, which are now connected to fire and flames, traditionally characterizing helL The busting extends also to the pecten that in some cases becomes a skull with two empty eye sockets, in other cases it becomes a devil's head, with two litde horns added on top. This deviation from "shell" to "hell" can be ironically understood only if we share some contextual knowledge about the behavior of the company in relation to the markets where it operates. According to many human rights organizations, Shell has committed many foul deeds all around the world (Cf. Klein 2000) . In Nigeria, in particular, the company seems to be implicated in the hanging of writer Ken Saro-Wiwa and some members of the movement for the survival of the Ogoni, a population that oil companies, including Shell, sent away from their home on the Niger delta, in order to use the territory for oil extraction. Knowing this, we can finally sadly smile about this new "updated" brand, Hell, which now represents the core values of the company from a different evaluative perspective.
Rebranding is an essential operation of culture jamming and often one of its more sophisticated forms. But the more immediate act of culture jamming is probably the one directed at advertising campaign billboards that, in some way, invade public space by attracting the attention of the people within it A culture jammer feels that the act of enunciation performed by the brand is an invasion of his own space, which has to be opposed in some way. The simplest way to do so is to buy an aerosol paint can and write something on the billboard, a sort of immediate answer to the poster's text Such a practice is very common, for instance, during political campaigns when the space on city walls becomes very crowded. Let's consider an example from Naples related to the city's recent rubbish crisis when tons of garbage bags were left uncollected on the streets for many days. A very simple (and big) political billboard announced "Berlusconi in Naples, Thursday 12 July, Plebiscito Square". Underneath the text somebody scrawled in Naples' dialect "As if we didn't have enough rubbish already" 3 . The cultural knowledge about the rubbish crisis is highlighted, and is essential for understanding the ironic game. Many more similar examples can be found, both on the web and on the streets of our cities. Every ad, every act of brand enunciation in a public space, can be publicly "commented", its meaning can be deviated. The ad then becomes a space for dialogue and conflict, and the text embodies a tactical guerilla that in the audience's eyes becomes the new content of the text.
If a simple statement written on a poster is the easiest way to twist an ad, the more sophisticated jammers arm themselves with ladders, paint, paper and glue to accomplish very elaborated billboard makeovers. The intervention can involve the verbal part of the ad: for instance a word of the claim or pay-off can be substituted with a word of more or less the same size lettering. In this way, the Volkswagen headline "pour enfants terrible" (for mischeavous babies) can easily become "pour pollueurs terrible" (for mischeavous polluters) 4 . The intervention can also involve just the visual part of an ad. "We fight dirty", in big, white letters on a red background, is the campaign slogan of the fuel brand "76 Petroleum". Adulteration by the "California Department of Correction" 5 added the now-iconic silhouette of the hooded Abu Graib prisoner to the background, in black, standing on a box with electrodes on his fingers. This visual change leads to a complete "re-semantization" of the verbal part without any further intervention.
The most complete and interesting adulteration is the coordinated change of both verbal and visual elements. When the change on one part is reflected on the other, and vice versa, the creative and critical effect is continuously reinforced and therefore stronger. Moreover, the ability to create new coherence starting from a double intervention surely earns the admiration of the reader. One could ask if the visual adulteration comes before the verbal, or the opposite. In fact both are possible: looking at the billboard, the jammer finds a sort of "wedge" that can be on the visual or on the verbal side. The new meaning that is opened by this wedge spreads to the whole text asking for a coherent counterfeit on the other side too. When an intervention of this kind is performed with great accuracy, as is the case for many organized groups, it is almost undistinguishable from an "unfaked" billboard on the street. This creates an interesting cognitive puzzle for the viewer.
The works "on the field" are often astonishing in their perfection, but nowadays the use of computers in graphic design offers several possibilities for text manipulation that go far beyond the clever use of paper, a ladder, scissors or an aerosol spray can. Today's digital technology easily allows the replication of the productive process leading to an ad's creation. Thus, the jammers can invent new false ads for the brands they want to hit It is the case of what could be named a counter-αά. a text that is in a direct inter-textual relationship with a specific ad, and that is built in direct contrast to it The counter-ad, in a sense, imitates the original campaign. The attack, in this case, is purely symbolic: no real poster is busted, the new ad is broadcasted through the web and its ironic effect guarantees its circulation. A funny example is "adbusters"' counter-ad of a Calvin Klein campaign. The brand plugs its underwear through a campaign in which male models are photographed in a three quarter length shot, naked except for their underwear. The brand name is shown on the underwear and the models are touching and highlighting their genitals. The counter-ad shows a muscular model, very similar to the ones in the original ad, but his gesture is the complete opposite: he is looking down into the waistband of his underpants in a fit of depression. Moreover the jammers have fished out "Obsession", the name of a Calvin Klein perfume that now coherendy becomes the new counter-ad's claim. To complete the smile, we could even mention that the German word "klein" means "little". Here we have a new text that pretends to be part of a campaign thanks to its stylistic coherence, but is really just making fun of one of the campaign's ads.
One final kind of intervention deserves to be examined in this article. Nowadays brand policies are very complex and worth millions of dollars. It is not just a matter of producing an advertising campaign, but of creating a real "narrative possible world" (Eco 1979) : the "world" of the brand. According to Eco, the cooperative interaction between text and reader allows the narrative to unfold and designs a cultural artifact that can be considered a possible world which is progressively "furnished" by reading the text Through their ads, brands thus set up complex fictional worlds that display values and identities, and that produce and link a combination of semantic brand features. These worlds evolve continuously according to new campaign choices. The jammers can penetrate these worlds by deviating their evolution towards scenarios that de-legitimize the brand. Thus, it is not a case of producing false ads set against the original ones, but a case of producing ads that act inside the fictional world of the brand, adding something or modifying its existence. A very interesting case is Joe Chemo or "the end of the story of Joe Camel" 6 . Joe Camel was the cartoon protagonist of the Camel brand campaigns for about twenty years until Camel was it was legally forced to suppress it in all corporation's communications, when the cartoon was found to encourage underage smoking. The jammers, in this case, take possession of Joe Camel's fictional world, showing us the end of his life through three fake ads. By the use of assonance, Joe Camel becomes Joe Chemo; he is shown in hospital, fighting cancer and undergoing chemotherapy. "Camel" becomes "chemo" because cigarettes cause cancer, the ironic game is quite simple but emotively strong. Joe has lost his typically "smooth" temperament which showed him drinking a beer and watching super-bowl or riding a jeep. In the three ads we can see the temporal evolution of Joe's fictional world: first he is shown lying in a hospital bed, then in the hospital corridor pushing his drip, and finally in a coffin. Some fake warnings spin out the irony: "WARNING: Smoking causes family reunions" or "WARNING: Smoking is a leading cause of fatal regret". These ads are very similar to the ones Camel proposed, and come from the "meaning reservoir" of the brand. Joe Chemo is, in fact, a marketing tool for no-smoking campaigns, created by Scott Pluos, professor of psychology at Wesleyan University. In conclusion, the fictional world created by a brand is the base for intertextual counterfaction, namely the jammers' appropriation of such a world, created through the production of new possible ads from the chosen brand.
The typology presented so far has shown the common ironic rhetorical strategy lending coherence to the phenomenon of culture jamming. In the first section it has been argued that culture jamming is interesting for cognitive semiotics, because it works on the expression plane, destabilizing the provisional function of the interpreter's cognitive attribution of meaning to a text Here we find one further reason why the topic of culture jamming is interesting for cognitive semiotics: it is essentially based on a linguistic mechanism, on a rhetorical device, and on a semiotic configuration of the textnamely irony. This trope is essential for culture jamming movements. To argue my thesis that this movement is founded on rhetorical trope, I will outline in the following section the main features of irony from a cognitive semiotic perspective. Further I will show how the rhetorical mechanism described works in two specific cases of culture jamming. The idea is to provide a theory of irony and then to apply it to two case studies.
Notes about the trope of irony
The rhetorical figure of irony is the real trait d'union among all the different ways of faking advertising as presented in the previous section; it is the culture jammer's chosen weapon to fight their war. For this reason it deserves to be examined in detail as a rhetorical mechanism 7 . Irony entered into the domain of rhetoric in Latin times when it began to be considered as a trope, but its importance dates back to Greek culture. Aristotle pointed out something that can be compared to irony using the concept of astéia (Cf. Aristotle, Rhetoric, III). This term is more general and includes several expressions that are neither dull nor obscure, but which provide new knowledge that produces an effect of surprise in the addressee, as they generate an unexpected meaning they impress by their vividness and by their capacity "to bring something before our eyes". The instances of astéia are remarkable, effective, and pleasing. The main aspects of these witty statements are the ability to establish unforeseen links between things, to shorten an expression by eliminating the steps, to build paradox, ambiguities, riddles and puzzles. Ever since it was first targeted by Aristotle's curiosity, ironic meaning has been the focus of much theoretical work carried out over the centuries and which has focused on its description and analysis. In this paragraph I will outline three main theoretical perspectives on irony that are useful conceptual tools when describing the semiotic performance of the trope from a cognitive semiotic point of view.
The first theoretical perspective considered belongs to an important rhetorical tradition, which started with Quintillian (Cf. Instituio Oratoria, VIII and IX), and considered irony as strictly antiphrastic. a statement used to signify the opposite of its usual meaning. According to this view, irony was traditionally thought to mean the opposite. For example, on a stormy day a remark like "What wonderful weather", can be ironically understood as "What awful weather". It is clear that irony always presents something that is said and something that, instead, is unsaid, and according to this tradition the two terms are in a relationship of contrariety. But the view I am proposing here, following Linda Hutcheon (Hutcheon 1995), and coherently with the cognitive perspective to be developed in the fourth section, considers irony as simply posing a differential relationship between the two terms presented. "The unsaid is other than, different from, the said" (Hutcheon 1995: 64) . Theorizing about the semantics of irony, she considers the trope to be "relational at the level of meaning-interaction [...] bringing -even rubbing -together the said and the unsaid, each of which takes on meaning in relation to the other" (Hutcheon 1995: 60) . This "weak" view of the contrary relationship between the said and the unsaid leads to the consideration of irony not as an assertion of opposites, but as a way of meaning something different or dissimilar, with different degrees of contrast compared to what is actually stated. As an example we could consider the rebranding of the Shell logo mentioned in the previous section and stated at the beginning of the "handbook" of adbusting. In this case, the relationship between the skull and the shell is not a contrariety. Considering the images on a semantic level, the shell conventionally represents an oil company, while a skull conventionally represents death and piracy. It is clear that "death" and "oil company" are not in a direct relationship of contrariety. That is to say that the basic semantic key that rules the interplay between the said and the unsaid can be very complex and, in our view, it has to be interpreted in terms of a general difference. The two cases of culture jamming that I will analyze in the fourth section will be further examples of this view of irony.
Such a weak concept, based on difference and not on antiphrasis, allows the textual size of the trope to be considered more effectively, where not all the parts can be logically contradictory. The ironic effect is textually produced, irony is not related to a single word, but it is has to be considered in a transphrastic discourse-analytic perspective. It involves the whole text, it structures the complex strategy of discourse because it is spread through all its elements. As a "figure of thought" it works on the overall intention of ironic speech. Following this view, irony often becomes an argumentative strategy that affects the whole discourse, and this will be the size of analysis needed to deal with culture jamming. Furthermore, considering the highly complex level of the relationship between the two terms, it will also allow the notion of irony to integrate more effectively with blending theory in textual analysis.
The theoretical perspective adopted here also allows a better understanding of another important feature of irony, which had already been pointed out by Aristode: its cognitive role. The power of an ironic statement to generate surprise shows its ability to produce new knowledge in the addressee of the ironic speech. Irony, in fact, has a heuristic dimension because it allows us to think about something in a different way, compared to how it is uttered. The cognitive effort needed to understand irony opens up the possibility of a new way of conceiving things because this trope requires us to activate other knowledge in order for it to be understood. The encyclopedic knowledge 8 that can be recalled by the interpreter of irony is then essential to the pragmatic effectiveness of the trope.
The rhetorical thought of the 20 th century has outlined a second main theoretical perspective starting from the idea that another essential feature of irony is the echoic quality, Le. the quality of being a quotation. Since the 1980's Sperber and Wilson have elaborated a theory of irony based on the idea of mention. According to these authors, ironic statements are not essentially ruled by an antiphrastic mechanism; what instead characterizes irony is the expression of an attitude towards the statement that is used. The utterer focuses the addressee's attention on the utterance showing a certain distance from what he is stating. He makes such an utterance not an expression of his own thought, but an expression of someone else's thought that is being criticized in the ironic interplay. According to this view the utterance becomes a mention, an echo of another speech. "We claim that all the typical ironies, but also a large number of non-typical ironies from the classical point of view, can be described as mentions (usually implicit) of propositions; these mentions are understood as an echo of a sentence or a thought, of which the speaker intends to underline the lack of accuracy or pertinence 9 " (Sperber and Wilson 1978: 409) . Irony is then a trope in which the utterer uses someone else's words to produce an ironic effect The quotation can involve a single word, in its classical account, or a broader part of the text the echoic quality can involve a whole speech. Irony is therefore a sort of game that the utterer plays with the words of the other. It is the opening of conflict between different voices from within the same speech, based on the mechanism of quotation.
Sperber and Wilson distinguish between the use of an utterance that simply denotes its content, and the mention, which denotes the same utterance in a self-8 According to Umberto Eco "the only possible representation of the content of a given lexical item cannot be provided except in terms of an encyclopedia" (Eco 1984: 68) . Encyclopedia is then a semantic model for representing cultural knowledge (see Eco 1984: 46-86) , quite useful and effective in accounting for the dynamic recall of knowledge which is necessary for inferring an ironic game. Encyclopedia "is structured according to a network of interprétants. Such a semantic encyclopedia is never accomplished and exists as a regulative idea that one is able actually to isolate a given portion of the social encyclopedia so far as it appears useful in order to interpret certain portions of actual discourses (and texts). Such a notion of encyclopedia des not deny the existence of structured knowledge; it only suggests that such knowledge cannot be recognized as a global system; it provides only a local' and transitory system of knowledge" (Eco 1984: 83-84 reflexive manner, and not its contenL "An echoic utterance indicates to the hearer that the speaker is paying attention to a representation (rather than to a state of affairs). [...] It achieves relevance by making it possible for the hearer to recognize and perhaps to emulate the speaker's interest in and attitude to somebody else's thought". (Sperber-Wilson 1990: 151) . Thus in the case of irony, attention is not focused on the content of the utterance or on the text, but on the form of this communication and the language used to express it Irony always proposes the consideration of language as a medium and the consideration of the situation of communication. It draws a shift directed from the uttered meaning to the situation of enunciation, from the utterance to the pragmatic context that frames the act of communication. Irony poses a question about language, always carrying a metalinguistic interrogation.
The issue of quotation leads to the idea that the ironic effect is situated and contextual'fy produced From a pragmatic point of view, the addressee of the irony has to identify something inappropriate or irrelevant in a given situation, so as to infer an ironic meaning. There has to be identification of an affective evaluation, which in case of irony is often an expression of disapproval: the utterer dissociates himself from the opinion that he echoes. To recognize that we are faced with a quotation, we have to consider that the elements which make an ironic text unambiguous are not often present in the text, but provided by the context Contextual clues such as intonation or awareness of cultural stereotypes can be crucial to catch the antiphrastic interplay, and to understand that what is said is not what is meant Thus, the context in which an ironic text is uttered is decisive to meaning production. Sperber and Wilson refer the situational perception of a discrepancy:
There is, too, an attitude, or rather a range of attitudes, that may properly be called ironical: the representations echoed with such an ironic attitude are worth paying attention to because of their very inappropdateness, falsity, or even absurdity, and because of the fact that, nevertheless, they have been or are being held by some as true or as realistic expectations. Irony then rests on the perception of a discrepancy between a representation and the state of affairs that it purports to represent (Sperber-Wilson 1990:152) One third main theoretical perspective on irony focuses on its consequences on communicative, social and political levels. The semantic device of irony is in fact based on a specific communicative situation or scene that produces complicity and blame. The first player involved in the ironic game is the utterer of the ironic statement (hence on referred to as the ironist). The second essential player is the one who is able to interpret the ironic meaning of the text: the interpreter. He may or may not be the intended addressee of the ironic game, but in fact his interpretation determines the ironic quality of the text, regardless of the intention of the ironist A third player is the one that bears the consequences of the ironic game, and who may be called the victim. A fourth subject potentially involved in the scenario is the one that doesn't "get" the irony, who is not really part of the ironic game, but instead a sort of passer-by. Such a situation can be considered as a recurrent narrative structure or frame of the way in which irony plays out This structure can be described in terms of actants, namely narrative roles or positions within a schematic structure. Thus irony always involves three major actants: the ironist, the intepreter and the victim. The presence of each and the way they share this specific frame of enunciation is essential if the text is to produce an ironic effect
The actantial schema described is the basis for understanding the social and political role of irony. Hutcheon has specifically addressed this topic: "The 'scene' of irony involves relations of power based in relations of communication. It unavoidably involves touchy issues such as exclusion and inclusion, intervention and evasion" (Hutcheon 1995: 2). The proximity that the ironic mechanism creates between the ironist and the interpreter is essential: they are accomplices in performing the ironic game in spite of the victim who bears the brunt of the irony. But "if you understand that irony can exist (that saying one thing and meaning something else is not necessarily a lie) and if you understand how it works, you already belong to one community" (Hutcheon 1995: 18) . Therefore, the communicative frame is the starting point of a social dynamic that is basically polemical and that creates a contrast, a difference among groups or cultural communities. "The important thing to realize is that we all live in many discursive communities at one and the same time. [A discursive community] would allow me to share with someone else enough background and information to decide on the appropriateness as well as the existence and interpretation of irony" (Hutcheon 1995: 100). So, irony creates communities, and at the same time it is possible because cultural communities exist and share the cultural knowledge needed to understand the irony.
The recognition of this enunciative scenario is coherent with the idea of an echoic quality presented above: the mechanism of quotation, in fact, requires a victim whose speech is quoted. Notwithstanding this, the position of Sperber and Wilson is more articulate. Λ quotation needs a third subject or position responsible for the quoted statement, but it cannot be a specific person or victim. This element can help us differentiate irony, sarcasm and satire. These forms necessarily have a specific, real victim while irony simply provides an echo of a third generic person in the complicity game played by the ironist and the interpreter, with the words of someone else. On the other hand, if we consider a traditional form of irony, with a strictly antiphrastic relationship between the two terms, there obviously is no victim: the ironist just means the opposite of what is stated. In conclusion, this polemical dimension, with the presence of a specific victim, can be present with different degrees of intensity. The direct consequence is that the issue of inclusion seems to be more relevant than that of exclusion.
A great deal has been made of the inevitable presence of victims, real or imagined, in all stable irony. But for several reasons this is slightly misleading. It is true that irony often presents overt victims [...] It is also true that even in the most amiable irony one can always imagine a victim [...] no doubt in some uses of irony the fun of feeling superior to such imagined victims is highly important. But we need no very extensive survey of ironic examples to discover [...] that the building of amiable communities is often far more important than the exclusion of naïve victims. Often the predominant emotion when reading stable ironies is that of joining, of finding and communing with kindred spirits. The author I infer behind the false words is my kind of man, because he enjoys playing with irony, because he assumes my capacity for dealing with it, and because he grants me a kind of wisdom; he assumes that he does not have to spell out the shared and secret truths on which my reconstruction is to be built Even irony that does imply victims, as in all ironic satire, is often much more clearly directed to more affirmative matters. And every irony inevitably builds a community of believers even as it excludes" (Wayne C. Booth 1974: 27-28) .
It is clear, at this point, that irony always has a social function: when an ironic meaning occurs it establishes groups and relationships of power between society's cultural groups. The evaluative role of irony, where something said is criticized by what is ironically implied, leads this trope to an essential political role. The social groups defined by the ironic game indeed always carry some judgment that constitutes their political position. This consideration concerning the political role of irony is not new, through the centuries this trope has been recognized both as a weapon of dominant cultures to keep the subservient in their place, and as a weapon to demystify a dominant authority. The specific case of culture jamming is an evident case where this trope is the rhetorical tool to rebel against the strong symbolic power of big corporations in our society.
Smiling about some case studies
I will start by examining an example of the work carried out by the Billboard Liberation Front (BLF). The group introduces itself on its very professional website, which must be interpreted ironically. The ironic device, according to the textual nature of the trope, affects the whole website. The BLF is thus a sort of consulting company, the companies whose advertisements are faked are "clients", the products sold by the BLF are "cultural jam services" which "improve" the ads of other companies and the other groups of jammers are "strategic partners". Here is the presentation of the BLF:
[W]e offer a broad range of black-bag operations and cultural jam services, from project management and subversion consulting to media manipulation and thought placement The key to our success is developing a true collaboration with our clients, and by caring as much about the working relationship as we do about the final execution. Our philosophy and track record has resulted in roster of long-term, satisfied clients in a diverse range of industries, from Fortune 1000 companies to local entrepreneurs. 10 They are not a company but they use the language of a consultancy company, this is the quotation nature of irony. They say that they improve, but we have the elements to understand that they bust, that is the difference. So the whole presentation of the group is built on irony.
In coherence with the financial crisis which exploded in 2008, one of BLF's last works has a bank as the "client", the Wachovia Bank (below). The website announces that "The Billboard Liberation Front has partnered with Wachovia to release a daring advertising campaign that celebrates Wachovia's new money management strategy". Let us examine the original ad in detail. The claim is the following: "watch your little ones grow". The visual part of the ad, with a little heap of dollars, clarifies that "little ones" does not refer to "your" kids, but to "your" money. Then we have the bank's logo and "way2save" payoff. The rest of the ad is plain, the background is white. The improvement is very simple but graphically accurate, affecting all elements of the ad. The intervention's trigger is the word "grow" which has been substituted by a word of the same visual and syllabic size: "burn". The new claim needs a new look, displaying the content of the statement The addition of some orange flames among the dollar bills in the heap is enough to transform it into a precious bonfire. The payoff is coherently changed into "way2fail", while the logo presents a new caption "A division of the US Treasury", referring to the government's intervention aimed at saving banks from failure. The press release, available on the web-site, spins out the irony that acquires an inter-textual dimension. BLF's CEO Jack Napier comments: "The true value of this new campaign will be reflected in the 'heat' it generates for Wachovia's clients". In a fake declaration Robert K. Steel, CEO and President of Wachovia notes that This dramatic revaluation of your money has created the opportunity for our team at Wachovia to offer a unique service to our stockholders and clients. With what promises to be the coldest winter in years now commencing, we've instructed our staff in all 21 States that we have offices in to start bundling greenbacks into tight rolls, perfect for small stoves and furnaces. We believe this is the soundest application of our clients' money.
It is essential to now analyze in detail how the ironic meaning emerges in this specific case. Let us consider an interpreter looking at the billboard on the street, he would, at first, comprehend the meaning stated simply by the poster. The text is plain: it is a bank's ad that, as a claim, invites the reader of the text to watch his own money while it burns, as illustrated by the visual part The cognitive activity of comprehension in an interpreter who doesn't "get" the irony would simply stop here: the text would not be understood as ironic at all. But I would say that this is almost impossible, because there is a wide range of contextual reasons leading an interpreter to gather that there is something strange about this ad; I will now explore some of them. As stated in the theoretical paragraph about irony, the cultural context can provide decisive encyclopedic knowledge needed to interpret an ironic text as such. In this case, the first inference that could be drawn is related to the knowledge about what a bank is: since the bank's gain is in the money collected from its account holders, it would never inform them that they were going to "burn" their money. This would be against the nature of the bank: why should a bank inform its potential customers that their money will be lost? Would a bank spend money on an advertising campaign whose goal is to turn prospective clients away? A second crucial inference is about the original ad, here I would claim that it is important to know or remember the original version of the ad that is literally "under" the fake one. This could happen because the interpreter has already seen the original ad campaign and is able to recognize the new version as a manipulation, or it could happen because the fake is presented alongside the original, like on the website (and this is not just by chance). Moreover, knowledge about the "billboard" genre can trigger further inferences. This ad does not seem to fit genre expectations: it has a negative tone, which is not usual in the context of an advertisement, and it seems to be used for a purpose other than selling, promoting a political idea, or any other purpose usually pursued through a means of communication like a billboard Therefore the person confronted with the text may easily pick up that there is something strange about it, and that something more than simple comprehension of what is initially seen seems to be required.
So, there seem to be several possible reasons related to the interpreter's encyclopedic knowledge and triggered by this specific context that should lead to an ironic interpretation of the text It is clear, at this point, that the interpreter is faced with two different meanings, one directly related to what the present text says, and the other mainly triggered by the cultural context, with a reference to what the original text says, or should have said. Here we have, in a sense, the said and the unsaid of the text's ironic game. From a cognitive semiotics point of view we should model these two meanings starting from the Mental Space Theory elaborated by Gilles Fauconnier and Mark Turner:
Mental spaces are small conceptual packets constructed as we think and talk, for purposes of local understanding and action. Mental spaces are very partial assemblies containing elements, and structured by frames and cognitive models. They are interconnected, and can be modified as thought and discourse unfold. Mental spaces can be used generally to model dynamical mappings in thought and language. (Fauconnier & Turner 2001) Then, the interpreter in the process of interpreting the adbusting has to set up two different mental spaces: a Presentation space representing simple comprehension of the "fake", and a Reference space containing the "original" text These two spaces of meaning are set up from the pragmatic situation of a person watching the billboard on the street.
Such a starting point is part of an interpreter's cognitive activity and can be modeled as a Semiotic space, according to Per Aage Brandt and Line Brandt "The Semiotic space is the space in which utterances are uttered and come to mean whatever it is they are supposed to mean. It is a space of expressive signification as such, and is the base of all further space building, hence the alternate name "base space'". (Brandt & Brandt 2005, 18) . A semiotic (base) space is a mental space in which the cognizer represents the present situation of cognizing. It is either a scene of communication, involving the persons participating in shared meaning construction through the semantic network being considered, or a scene of reflection involving the reflecting person and the situation in which the reflection takes place, as represented by the subject It is thus assumed to be the case, phenomenologically, that when people communicate they represent the situation of communication, and this shared representation is a prerequisite for meaning construction (Brandt & Brandt 2005: 20) . It is possible to schematize this first step in the process of inference of the ironic meaning. From the stwo further spaces are set up, a Presentation space containing what is literally said (the "fake" text), and a Reference space containing what is meant (the unsaid or "original" text). Here is a schema of this first step, which will be developed further.
Semtlotic space
Presentation space Reference space Figure 3 .
The presence of these two spaces of meaning alone is not enough to produce an ironic meaning; a second step is needed. The idea of a relational and differential relationship between these two meanings has been already developed in the third section. According to Hutcheon's point of view, in particular, ironic meaning is inclusive: "In interpreting irony, we can and do oscillate very rapidly between the said and the unsaid [...] It also implies a kind of simultaneous perception of more than one meaning in order to create a third composite (ironic) one" (Hutcheon 1995: 60) . She stresses the necessity of thinking that a new productive meaning can go beyond the comprehension of the said and the inference about the unsaid. "Both the said and the unsaid together make up that third meaning, and I want to argue that this is what should more accurately be called the 'ironic' meaning" (Hutcheon 1995: 60) . Such a theoretical perspective is very close to the theoretical hypothesis of blending as a ruling mechanism for cognition.
Blends arise in networks of mental spaces. [...] In blending, structure from two input mental spaces is projected to a new space, the blend. Generic spaces and blended spaces are related: blends contain generic structure captured in the generic space but also contain more specific structure, and they can contain structure that is impossible for the inputs [...]. Emergent structure arises in the blend that is not copied there direcdy from any input It is generated in three ways, through composition of projections from the inputs, through completion based on independendy recruited frames and scenarios, and through elaboration ('running the blend"). (Fauconnier & Turner 2002: 47-48) Irony can therefore be interpreted as a blend of the two said and unsaid mental spaces into a new productive space where ironic meanings can emerge. In this step the interpreter has to simultaneously consider the presence of these two inputs. "The conceptualization, at this stage, consists of a crude mapping between the two input spaces and projections from these inputs to a Virtual space. These projections are rudimentary and not yet selective, so at this point there is no emergent meaning to be understood" (Brandt & Brandt 2005: 25) . What is understood, however, is the contrasting relationship that characterizes the blend, without a specific structure of the substitution of the original text compared to a counterfeit The following schema illustrates this second step concerning the inferences of the interpreter. Within this contrastive framework, the specific interaction that leads to the emergence of ironic meaning has yet to be found. Why has the ad been "substituted" by this new counterfeited one? What is the meaning of the relationship between these two elements? How can this specific blend of the said and the unsaid be possible? The idea developed in the field of cognitive semiotics to answer this question is that there must be some schematic Subsequently, the next step in the process of interpretation is the inference of a "relevance" that could determine in which way the said and the unsaid have to be combined, allowing us to "get" the irony and making us smile. My claim is that, in the case of irony, the relevance has to be singled out on a pragmatic level, in the scene or "enunciative frame" which is the root of irony. In order to understand the ironic game, the person standing in front of the ad needs to "shift backwards" from the level of the text or utterance to the pragmatic level of enunciation, according to what is implied by the text The first inferential step is to guess that the puzzle faced can be solved, invoking such a level and establishing it as a relevance able to structure the blend between the two aforementioned spaces. The relevance comes from the Semiotic space. After this, it is possible to start producing several inferences about the enunciative scene of the ad, starting from the actantial structure described in the third paragraph. It has to be recognized that there is an actual utterer, in the actantial position of the ironist, namely the group that has modified the billboard; there is a previous utterer, that now is the actantial position of the game's victim, the brand that produced the original billboard; there is an addressee of this counterfeit ad, the person looking at and trying to solve the puzzle of the meaning, that is in the actantial position of the potential accomplice. If we project this narrative frame or schematic structure, onto the two meanings provided, we can keep them together in order to blend them. The said can be attributed to the jammers, the unsaid to the bank, and we can consider ourselves to be the addressee of the substitution between the said and the unsaid.
After recognizing the subjects who are involved in the situation of enunciation, the second step is to recall more contextual encyclopedic knowledge about them, concerning the ad's subject matter. For instance, what is common knowledge about banks and their clients? One example could be that today we are facing a profound economic crisis originating from the world of finance. Many banks recendy folded and really did end up "burning" the savings of many account holders, while many investors saw the value of their stocks tumble, and so on. Knowledge about the actual financial crisis is essential to keep the issue of saving money together with the one about "burning" it The crisis has shown how many people believed they were saving money while they have, in fact, actually lost it thanks to of the bank. "Burning" is obviously a very common metaphor offering a strong image about the more abstract meaning of irresponsibly wasting something of value in a very short time. Then, the enunciative frame and the contextual knowledge carried by this frame are the "relevance" that defines how to mix the said and the unsaid. These elements come from the Semiotic space considered both as a scene of communication and as a scene of reflection, involving the reflecting subject and the situation in which the reflection takes place.
The result of the blending between the Relevance space and the unstructured blend in the Virtual space finally produces a Meaning space. The content of the Meaning space is the structured blend. It is the space where new meanings emerge and where new inferences are produced, meanings that where not present in the input spaces. It is, finally, the space where the irony is completely understood. The ironic emergent meaning then projects back to the person-text interaction, producing two main results: on the one hand we smile at the counterfeit, on the other hand we start belonging to the group that understands and shares the evaluative attitude proposed by the irony. The following schema offers a final presentation of the model proposed. The pragmatic situation of enunciation seems then to be the essential schematic structure that allows the blend to be governed. Starting from this point, the whole blending network which has been presented allows for several inferential paths and elaborations. What is said in the billboard can be considered, according to the frame, as an utterance of the jammers' movement, while what is unsaid (but inferred) is considered as having been uttered by the bank. But the jammers' utterance is not a politically separate argument which has been claimed in a specific context: it is embedded in the bank's utterance, it presents itself as an utterance of the bank. The jammers speak as if they were the bank and they do this by deviating the bank's utterance, using the space and the resources which the bank has invested in advertising. In fact, from a textual point of view, they quote the bank because they produce a text that at a first glance can be, recognÌ2ed as characteristic of all the stylistic markers of a bank ad. The jammers are therefore arguing: here is what the bank (a) claims (A); here is what we (b) say (B), but we "make" the bank (a) say it (B) in order to let people think that when the bank is saying (A) is in fact it is saying (B). This "enunciative ping-pong" is complex and it can be understood by just blending the two meanings in interplay through a schematic, pragmatic enunciative frame. This dynamics unavoidably leads the interpreter to consider the nature of the communicative process in the case in point The strategies of persuasion used by the bank are now revealed and available to be criticized. This metalinguistic awareness about the linguistic means used for promotion is, in fact, provided by busting their lies. The result is an original and distinct way to claim that banks lie in advertising. In the theoretical paragraph about irony, its cognitive role has been recognized. In this case the cognitive function of this trope in the jammers' argument is very clear. In order to understand irony, in fact, we have to recall and "use" several sets of cultural, encyclopedic knowledge. From a cognitive semiotic point of view, we have to set up a mental space network and bring to mind several mental contents which are essential for the production of meaning. This knowledge that is brought to the foreground in the cognitive operations is then the fake's cognitive message, and the argument that it wants to sustain. It is as if the counterfeit should state (and remind the interpreter) that "banks are agencies that have recendy burned billions of savers' dollars; banks say that they will earn you money but in fact they will just make it disappear; if you entrust the bank with a sum of your money you will not see it anymore". To conclude it is fundamental to underline the political role performed by the ironic way used to carry this argument The party line is drawn between banks on one side, and the jammers along with the ad's addressee on the other. The jammer's political movement is fighting a battle against the banks, which are responsible in their opinion for the loss of customers' money, while at the same time looking for allies in all the people able to understand the irony. The reader of the billboard, since he performs all the cognitive activity required to get the irony, is immediately drawn into a world characterized by strong opposition between banks and customers, and he is joins up with the group that opposes the banks' policies and actions.
As a second main example I will analyze a recent work from the city of Berlin 12 , featured on some subway billboards and right before the eyes of those waiting for the trains -this is, in fact, the Semiotic space for this act of communication. A group called "FTW crew" has recently adbusted an ad in which Britney Spears, Leona Lewis and Christina Aguilera were promoting their albums -this is the Reference. The counterfeit is as simple as it is clever, it consists in overlaying the image with stickers featuring the command buttons from Adobe Photoshop's interface panels -this is the Presentation. Adobe Photoshop is the leading graphics editing software, this is the first piece of cultural knowledge needed to get the irony, together with the ability to recognize those graphics added to the ad of the three pop-stars as the well-known software's panels.
Context is, as usual, essential to understanding irony. The ad is entirely dedicated to promoting these singers' albums: its main message is "buy the music I am showing", but this is not the central point of the jammer's assault Since the images are polysémie and present several meanings at the same time, the element under attack is indeed the beautiful appearance of the ad's popstars: from an aesthetic point of view they are simply perfect Their intervention, claiming that this is all thanks to the effects of die editing, makes the ad state something different "Britney Spears, Leona Lewis and Christina Aguilera are not beautiful". They are "ugly" and that is why they need to be edited before they can be shown in a public space. The inference of this second meaning, with its focus on the ad's productive process, needs to invoke the enunciative frame -this is the Relevance. It will be essential, in the following inference, to blend the said and the unsaid. What are the said and the unsaid in this case? Here two meanings are presented by the ironic game both of which are present because the visual language allows this co-occurrence. Here we really have simultaneous perceptions of two meanings. In this case the appeal of the enunciative frame is immediate, as already mentioned. There is a prompt shift backward from the text to the situation of its enunciation by showing some fake traces of the enunciation. The three actantial positions are recalled to produce the inferences essential for understanding of the irony. In this case the quotation involves the whole text It is an absolute appropriation of the brand's text that is now embedded in the new text, namely the jammer's text
The enunciative dynamic is then as follows: we (jammers) utter something that shows how they (the creators of the ad) usually utter, and we did this correcting their utterance showing those marks that they have voluntarily hidden to mask the process of the image's enunciation. It is clear that this dynamic about enunciation makes the adbusting's ironic game exquisitely metalinguistic: the real target of this work is not a specific brand, but the language used in advertising.
The cognitive role of the irony in this case is related to the knowledge about how adverts are made that is needed to get the irony. A face that we see in an image as naturally beautiful and perfect, is instead the result of detailed modifications carried out on the image thanks to today's digital technology. To give a definitive structure to the blend we need to answer a further question: why show this editing process? To carry a political message: we need to reflect about the models shown in advertising today.
The encyclopedic knowledge about the subjects involved in the enunciative scene -this is the other Relevance -leads, in fact, to further inferences mainly focused on the role of the possible interpreter of the ad. What is the social effect of the widespread diffusion of this ideal of perfect, unreachable beauty? Advertising proposes social models in a very attractive manner, they are to be desired by the general public. The fact that they often are impossible to reach or sustain leads to frustration and even to some eating disorders (this is particularly true for the issue of beauty concerning adolescents). These models are harmful for our society, this is the jammer's claim. The interpreter of the ad, then, starts to reflect about the influence that the text has on him and on any possible interpreter, related to the issue of physical beauty. Since he understands the game of irony he is already starting, together with the jammers, to consider the issue of the language of advertising as a problem in our society -this is the ironic emergent meaning that projects back to the person-text interaction.
Thus, political complicity occurs together with the understanding of irony, showing once again the political power of this trope. The schematic structure of a semiotic blending network, as previously presented, can be a useful tool with which we can model this second case study. To conclude I will present the following schema as a summary of the whole process of understanding as described. These two case studies show how the modern cognitive approach can effectively interpret the rhethoric tradition, at least referring to the trope of irony. Moreover the process of analysis has pointed out how the blending model is an extraordinary tool to model the inferential processes of understanding meaning. The attempt to give an insight into the phenomenon of culture jamming has given the opportunity to prove the heuristic force of a dialogue between ancient rhetoric and modern cognitive science.
